Adorno
In 1959, some ten years after his return from exile in America, the philosopher T. W. Adorno encountered for the first time, at the second Documenta, the work of Jackson Pollock. For him, as for so many other visitors to the exhibition, that work became and remained a central point of reference for contemporary visual thinking. More than twenty years later at Documenta 7, American critics have converted the veins of Adorno's aesthetic thought -even while his major work, Aesthetische Theorie, remains untranslated into English--into a mine from which to extract a vocabulary of empty radicalism that is informed by neither the historical specificity nor the political acumen of its model. Rather, Adorno simply provides them with a jargon of justification for the reemergence of irrationalism in contemporary German painting.
Asher
Michael Asher's contribution to Documenta looked as if its censorship had been merely the product of circumstance. His proposal: the reconstruction of the wing walls from the ground floor of Haus Esters in Krefeld, Germany (a private residence designed and constructed by Mies van der Rohe in 1931, recently restored to function as a museum with one of the curators of Documenta 7 as its director). The walls of Asher's reconstruction were intended to be installed according to their original floor plan on the second floor of the Orangerie at Kassel and to function there as regular display surfaces in the context of the exhibition. This proposal was accepted by the curatorial committee several months before the opening of the show, and construction had begun when Asher visited Kassel in May. With the walls nearing completion, however, the curators must finally have understood the implications of the work. Construction of the walls was abandoned before the addition of the dark stained door frames and baseboards that Mies's design had provided for the framing of the stark white walls of the home. The framed objects to be displayed on the walls would have suffered-in the opinion of the curators-from the suggestion of the architectural conditions of the private home. As though Cindy Sherman's fashion plates depicting the cynical recapitulation of the rituals of female submissiveness could be affected by baseboards.
A Dictionary of Received Ideas

Broodthaers
If only what John Russell wrote in the New York Times had been true: "Documenta 7 could indeed be said to be under the benign and posthumous aegis of Broodthaers." Marcel Broodthaers's work was the sole exception to the exhibition's proviso that nothing be included if it dated from more than two years back. (Presumably this rigorous but pointless imposition was established as a selection criterion by the curators to guarantee the currency of the exhibits.) Broodthaers's oeuvre is beginning to emerge as one of the most complex aesthetic investigations of the conditions of artistic production and reception within the framework of modernism and its social institution, the museum. As such it embodies the true postmodern practice of the 1970s. In their random juxtaposition of mutually exclusive aesthetic positions, the curators may well have attempted to imitate certain aspects of Broodthaers's work. But for Broodthaers himself, this notion of aesthetic paradox did not arise from compromised thinking or lack of historical commitment, or from the used art dealer's attitude that anything goes. On the contrary, when, in 1972, Broodthaers commissioned both Gerhard Richter and Georg Baselitz to paint paintings of eagles for his final museum fiction, the Museum of Eagles, his purpose was not to effect a liberal reconciliation of contradictions in order to affirm the existing power structure, but rather to intensify the dialectical opposition of the two approaches, to sharpen the viewers' awareness of the framing conditions within which both practices are contained.
Curatorial Creativity
A second work by Asher, one that had been commissioned for Documenta, was dropped without explanation. This was to have been a poster for the exhibition, for which Asher used the figures representing male and female unemployed workers, which had been designed in the early 1930s by the Cologne progressivist artist Gerd Arntz for the Isotype language developed by the Viennese sociologist Otto Neurath. The poster implicitly questioned the historical adequacy of an international art exhibition costing seven million Deutschmarks at a moment of considerable social instability and economic crisis. Paradoxically, Asher's proposal was replaced by a design that the exhibition's curators culled from an earlier work by him for the Art Institute of Chicago, in which he had integrated a sculpture by Jean-Antoine Houdon into his installation. Misunderstood, Asher's idea returned, inverted, in their design for the official poster and postcard for Documenta 7, which used a photograph of Johann August Nahl's neoclassical portrait of the Landgrave Ludwig II, a reference to the past and its inherent authority. OCTOBER present enchantment with conservative cliches. The painted expression, that predictable stereotype that stared out from every second wall surface of the show, promised aesthetic discoveries and adventures of the kind one expects to parade down a fashion-show runway: too shallow and breathless to be said to be bathed in ideology, they can only be said to be soaked in Zeitgeist.
Fashion Moda
The Fashion Moda pavilion at Documenta, transplanted from the South Bronx to its temporary high-art setting in the Fridericianum's English garden, was one of the few courageous curatorial choices. Through its petty-commodity program, where artists' tchatchkis and souvenirs were traded over the counter, the hidden order of exchange value underlying Documenta's high-art pretenses was revealed. One would hate to think, however, that this might be Fashion Moda's final destination (even though the name does suggest the ultimate location of the enterprise). Jenny Holzer, who, in collaboration with Stefan Eins, was responsible for bringing the Fashion Moda pavilion to Documenta, excels in both unmasking ideology at work in language and masking art as business to achieve a wide dissemination of her texts -printed on everything from T-shirts to facades. But when the work enters or leaves the gallery in the form of bronze plaques, small change indeed seems to have compromised Holzer's original radicalism. The work is pure praxis. It is not carried by an aesthetic theory; there is just a sense of utility. Important is that it enters the culture -not as aesthetic satisfaction but as a methodology to deal with material culture.6
If this description does not correspond to our notion of mysticism, it nevertheless helps us understand the recourse to mysticism that pervades the catalogue rhetoric and installation strategies of the present exhibition. In this context mysticism is called up to reconcile the blatant contradictions within current aesthetic practice, and is required to cover over the systematic breakdown of liberal thought and its present conversion to outright reaction. To be committed intellectually to a program of bourgeois enlightenment and rational progress as long as the expanding economy allows for it, but to fall back into a swamp of irrationalism when economic crisis requires a legitimation of hierarchical order and privilege-this is the historical constellation that generates the perverse embrace and willful combination of mutually exclusive aesthetic practices forming the foundation of 
Opera and Operator
Too numerous and too frequently quoted from his notorious letter inviting artists to participate in Documenta 7 are the confessions of the Artistic Director's creative ambitions to make the exhibition into anything other than an exhibition -a poem called Le Bateau ivre, a story, a fairy tale, or, ultimately, an opera: "I understand myself to be a composer. I will make an opera out of works of art, paintings, and objects. .. ."8 Such explicit manipulation stands in overt contradiction to Fuchs's professed concern to present the artworks without an imposition of historical or stylistic categories, as immaculate aesthetic conceptions. This reveals the extent to which the administration and distribution of the individualized products of the contemporary avant-garde partakes of the conditions of the culture industry, which must constantly mythify its activities in order to maintain its credibility. Or-its dialectical complementthe extent to which industry must employ the cliches of individualism and the cult of personality as a means of selling its products at a time when genuine individuality is most threatened. No wonder, then, that the desire for poetry expressed by high culture's top manager (the three-year salary of Documenta's Artistic Director was 365,000.00 DM) and the private confessions of the cor- In the moviemaker's obsession to be taken seriously as an artist, while also cashing in on the media's current success at toying with fascism under the guise of historical introspection; in the exhibition director's need to show these emblems of the fashionable taste for the prohibited, together with his wish to make the historically unacceptable tasteful-in these the collapse of modernist aesthetic criteria that pervaded the exhibition as a whole revealed its implications for the future: the conflict between the forms of mass culture -which appear as seamless totalities within which the individual subject is constituted-and the aesthetic practices of individual artists -which open up a dimension of critical negativity-cannot be resolved by the social institutions which support and contain aesthetic practice. They lack the critical resistance, let alone the political consciousness, and under the pressure of crisis will yield to whatever system of representation and method of distribution is necessary for the ideologically organized dismantling of modernism.
Sculpture, Outdoors
With Documenta 7's renewed faith in the institution of the museum -both its mode of display and the ideology it imposes -sculpture appears to have entered a historical cul-de-sac. This is particularly the case for that work which, partially motivated by a critique of the discrete object, extended its investigations to an architectural dimension. Either by excluding certain sculptors or by presenting their work in an incoherent manner (Richard Serra was, for example, represented only by a drawing), the curators made it appear that sculptural activity had withered to utter marginality. One has only to remember the extraordinary sculpture exhibitions organized by Germano Celant-"Ambi- Graham's work is dependent upon both Oldenburg's ingenious transformation of public signs into monumental sculpture and Andre's materialist definition of perception through the physical involvement of the viewer. But Graham incorporates the dimension of collectivity into the material structure of the work, insofar as the work embodies that dimension in both the perception and the use of the sculpture. Graham's pair of two-way mirrored pavilions differed from each other only in the light conditions resulting from their ceilings, one of which was opaque, the other translucent. This determined whether the viewers inside the pavilion could watch people outside without being observed, and vice versa. Using the most common element of recent internationalstyle corporate architecture, the mirrored glass curtain wall, Graham transformed that architecture into particularized pavilion units of a size -just large enough to feel more spacious than a telephone booth, yet not as large as, say, a bus shelter-which did not impose upon the eighteenth-century garden architecture. The pavilions engaged the visitors to Documenta in a reflection upon the social implications of perceptual activity, ranging from self-reflection, through interactions generated by the two pavilions among groups of spectators, to the inversion of the language of corporate architecture into an analytical model that could be seen as architectural sculpture.
Warhol
As a collector of weathervanes, Andy Warhol apparently knows as much about how oxidation is induced as he does about painting. His Oxidation Paintings at Documenta were among the rare pleasurable exceptions to the generally somber and pompous offerings of the exhibition. From a distance they appeared to be a new version of Art Informel; their glistening metallic surfaces, their emphatic splashes and spots, their undercover preciousness seemed to share the worst aspects of Yves Klein. (These qualities already made viewers aware that they were looking at very contemporary work.) When, however, the authorship and production procedure of the works were revealed -Warhol or an assistant urinated onto canvases prepared with a copper emulsion, causing highly gestural green splotches of oxidation to form on the reddish ground -it became clear that their mysterious quality was not only the result of their sheer physical beauty nor even their truth to materials. Indeed, what arrested the viewers in their disenchanted wanderings through the show that had attempted to be a fairy tale was relief from the manufactured angst of the dozens of Dutch, German, and Swiss art-school graduates.
